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ALEA Ill is in its 12th year of residency at Boston University. 
premiered works by several New England composers. He has worked with John Cage 
and Lee Hoiby and has performed major works of Peter Maxwell Davies, Gyorgy Ligeti 
and George Crumb to critical acclaim. He most recently appeared in the theatri cal 
premiere of Scott Wheeler 's THE CONSTRUCTION OF BOSTON with the Charlestown 
Working Theater. 
Thomas Oboe Lee was born in China in 1945. He lived in Sao Paolo, Brazil for 1x 
years before coming to the United States in 1966. He studied composition at the New 
England Conservatory (1972-1976), Tanglewood ( 1976) and Harvard Unive rsity 
(1977-1981). He is currently on the faculty at Duke University, teac hing music theory 
and composition. 
Mr. Lee has received many awards for his work, among them the Rome Prize 
Fellowship, the Charles Ives Fellowship, two Guggenheim Fellowships, First Pri ze at 
the Kennedy Center Friedheim Awards, the George Enesco Int erna tional Composition 
Prize, and the Koussevitzky Tanglewood Composition Prize. His composition have 
been performed by leading ensembles in the United States including the Saint Paul 
Chamber Orchestra, the Pro Arte Chamber Orchestra, the Krono Quartet, Manhatten 
String Quartet, ALEA III, COLLAGE, Apple Hill Chamber Players, and the Pittsburgh 
New Music Ensemble. His music is published by Margun Music, Inc. and is recorded 
on GM, Northeastern and Nonesuch Records. Mr. Lee is also active as a jaz z flutist. A 
recording of his band, Departed Feathers, is available on GM Recordings . 
Amelia Ro~ers (b.1954, Ashtabula OH) is a native of Cape Cod. She studied music at 
Bennington College (BA'76) and Boston Univer s ity (MM'8 l). Influential teachers in 
composition have included Theodore Antoniou, Henry Brant, and Vivian Fine. With 
the exception of sixteen months traveling and studying in the Middle and Far East, 
she has lived in Boston since 1978. She has worked as a digital sound editor since 1985 
and produced award-winning recordings for CBS Masterworks, GM Recordings, New 
World Records, Phillips, Telarc, and others. 
Ms. Rogers has received awards and fellowships from Meet the Composer, the 
Millay Colony for the Arts, and the Composers Conference . She was a 1987 
Massachussetts Artists Foundation Finalist, and has been a NuClassix Resident 
Composer since 1987 . Recent commissions include Shadow-Play (1987), for violin, 
horn, and marimba by Marimolin and recorded for GM Recordings (GM2023CD), 
tonight's one act opera, Fortitude (1989), based on the play by Kurt Vonnegut, and 
Windward Ho! for the Northeastern Univesity Concert Band. 
Spyros Sakkas (b. 1938, Athens) graduated with highest honors from the Athens 
Conservatory where he studied with Kirnon Triantaphyllou and Marika Kalphopoulos. 
He pursued advanced studies at the "Mozarteum" Musical Academy in Sal zburg, under 
the direction of Max Lorenn and Paul von Schilhawsky . Shortly thereafter he was 
engaged by the State Opera of Braunschweig, Germany, as a lyric baritone . 
Mr. Sakkas has widespread experience in all sectors of vocal music: baroque 
music, opera, lieder, and folksong. He has performed everything from Schi.itz, 
Schubert and Ravel to Dallapiccola and Crumb. He has also performed with the 
Munich, Athens, Stuttgart, Hamburg, London, Salzburg and Philadelphia orchetras. 
He has participated in numerous festivals including The English Bach Festival, The 
World Theatre in London, The Hellenic Weeks of Contemporary Music , Theater 
Festival in Zi.irich, Kappadokia Festival in Israel, and Biennale in Venice . His 
performances have received critical acclaim around the world, describing him as a 
first rank artist with tremendous vocal power and finesse . 
Ivan Stolz is currently completing his M.F.A . degree in directing at Boston 
University's School for Theater Arts. His thesis production of Tartuffe will be 
presented in Studio 210 in April. At Boston University he has directed opera scenes 
The Merchant of Venice, Top Girls , The Caretaker , The Room , and Rats . Locally, he 
has directed /Jaiku at the Boston Playwrights Theater, and assisted on productions at 
the Huntington Theater Company and Counterpoint Theater. 
Synopsis of the Operas 
Fortitude: Fortitude takes place in two rooms of a small private hospital. One room 
is full of machines and a master console which serve as the artificial organs of a 
woman named Sylvia Lovejoy, whose beautiful head is in the other room on a tripod. 
Hanging below Sylvia 's head where the chest would normally be is a black box with 
blinking lights . Extending from the box arc two mechanical arms , and hanging 
below arc some pipes and wires which disappear into a hole in the floor. 
The story begins as Dr. Elbert Little, a kind, attractive young general practitioner 
from Vermont , is shown around the console room by Dr. Norbert Frankenstein, a 
era medical genius. With them arc Dr. Tom Swift and Charley, Dr. Frankenstein's 
enthusiastic assistants , who do everything from operate and "monitor" Sylvia to 
attend to routine hospital chores. 
After Dr. Little's introduction to the console room, the focus shifts to include the 
patient 's room where Sylvia is being attended by Gloria, a gorgeous beautician . Back 
in the console room, Frankenstein changes a control setting as a way of 
demonstrating his creation to Dr. Little, causing Sylvia to become depressed and 
tearful. Gloria in turn becomes upset by Sylvia's condition. Sylvia thanks her for 
her friendship and offers any help she can give while Frankenstein "cheers her up" 
with another swi tch in the control room. 
Charley enters Sylvia's room with an armload of mail. Sylvia reads a letter 
written in response to an old article written on her in the Reader 's Digest. Thi 
inspires her to ruminate on a se lf-pitying letter she recently wrote to a young doctor 
who was written up in an article in the Ladies' Home Journal. 
Overcome with compassion, Gloria can't control herself anymore, leave 
and bursts into tears in front of Drs. Little and Frankenstein who are about 
A confron tati on ensues in which Gloria is fired and Frankenstein is driven 
and defend the love which has motivated him for so long. 
the room, 
to enter. 
to explain 
Dr. Little finally enters Sylvia's room alone, and Sylvia recognizes the young 
doctor to whom she had written. They have a brief conversation in which Sylvia 
cxpres cs a need to talk to someone about death. 
Back in the room full of organs Frankenstein proudly resumes his demonstration 
for Dr. Little by putting Sylvia to sleep. A security alarm goes off as Gloria sneaks 
into Sylvia's room and hides a revolver in a knitting bag . Frankenstein gives 
instructions to lock the patient's door and take s Little to investigate. He finds Gloria 
and instructs Tom and Charley to wake Sylvia up again so he can check things out. 
Everything seems fine, so he takes Little and Gloria back to the console room. 
Gloria, who has never entered the co nsole room before, is appalled, and again a 
confrontation i sparked between her and Frankenstein . When she learns that Sylvia 
is listening to everything over the intercom. she informs Sylvia of the revolver 10 
the knitting bag. Frankenstein is disgusted with Gloria, threatens to take her to 
court, and goes to talk to Sylvia. 
Sylvia tells Frankenstein why she intends to kill herself. After a brief attempt at 
doing so, she realizes that Frankenstein (standing calmly by) has arranged that her 
mechanical arms cannot point the gun at her head. Frankenstein decides he must 
open up to Sylvia, and pours out a passionate de cription of his vision which includes 
the two of them sharing their lives with an intimacy heretofore unimaginable . After 
Sylvia realizes the degree of Frankenstein's commitment she shoots him in the torso. 
After a brief blackout the light s come on to Drs. Little and Swift frantically setting up 
Frankenstein's head on a seco nd tripod. Charley , referring to a manual, is resetting 
knobs, dials and levers in the console room. They arc _ju t about ready when Swift 
remembers Frankenstein had wanted a particular record playing when he came to. 
Gloria is asked to look for it, finds it. and puts it on. 
Sylvia and Frankenstein are brought into a dreamy co nscio usn ess together. They 
listen to Jeanette MacDonald and Nelson Eddy singing "Ah, Sweet Mystery of Life" 
(Victor Herbert) and greet each other as old beloved friends. 
Orestes Orestes is 
tape and echo device. 
Euripcdcs: 
a staged drama for baritone-actor (who also plays percussion), 
Orcstc recites a modern Greek translation from the work of 
I do not live - I do not expe rience life even thou gh the light I sec . Body I have no 
more, my name alone i left. 
My sorrow unliftablc, my conscie nce . Where can I find darknes to dim my 
s ight? 
Doing the right thing - what sort of right? To stab your mother in the bosom with 
a fire-hardened blade ... 
Oh, mother, I beseech you. Do not send me the snaky, bloody-looking maidens. 
Herc they are near me , leaping on me. 
Fellow men, give me the double-horned bows, gifts of Loxia . 
Do you hear me ? 
Do you not see the winged arrors ninging from the far -s miting bows? 
Doing the right thing - what sort of right? 
There exists no evil, no 0cshy pang, no shattering adversity that the human 
spirit cannot endure. 
Bitter sorrow for those who will die. 
Alas to you tribes of the Earth ephemeral, who have much suffered and much 
mourned, this is how Fate makes its way. 
Oh , Father, dwelling the quarters of Dark Night, Orestes , your son, bids you to 
come to his aid . 
I killed my mother to revenge you. 
Bitter sorrow holds me, bitter sorrow for those who will die. 
If I could only reach the rock that's hanging between heaven and earth, 
suspended with golden chains. And there to shriek with wild-ringing laments to old 
ancestor Tantalos, forefather of my kindred who have witnessed so many dreadful 
deeds. 
To Man has not been given to enjoy Happiness permanent and endless. 
Unmaske d This is a story about a seven year old boy named Joey. He is extremely 
disobedient and never listens when his mother addresses him, nor docs he follow her 
instructions. Joey insists on procrastinating and avoiding his school work. He docs 
not even clean up his toys after playng with them. As a matter of fact, Joey docs not 
behave lik e nice little boys do. On the contrary he is a burden to hi mother: He talks 
back, screams and yells. He bombards his mother with annoying picas and questions. 
"Do I really have to go to bed right now? Could I go an hour later?" 
"I don 't want to take a bath now . I'll do it later." 
"Why do I have to do my homework now? I 'll do it later, if I remember." 
So, the daily encounters between mother and child remain labored and 
unproductive. One night , after dinner, Joey refuses to go to bed, and in s ist that his 
mother tell him a bed-time story. Mother finally agrees, and concocts a fable about a 
family named: If, Maybe, But and Later. Joey protests, "There arc no uch people 
with such names." But mother ignores Joey's interruption and continues her tory, 
describing the curious characters in this fable. Suddenly, either in the child's mind 
or an apparition, four masked figures appear off to the side behind the mother. 
"Hey, mother," Joey says, pulling at hi mother's sleeve ,"Look behind you." But 
Mother does not respond; she continue with her story. 
"Hi there, little boy," says one of the four masked figures. 
"Who are you?" Joey asks. Each in turn introduces himself to the boy: I'm 
Maybe, I'm If, I'm But, and I'm ... Latcr. 
"And who," the four ask,"are yo u???" 
"Joey," the boy answers. 
"Joey???" the four chiming,"What kind of a name is that? You should have a 
better name, more suited to you. Like Perhaps, However, or Possibly. " 
The boy insists that he likes his name just the way it is. As the four continue to 
cajole, battling for the boy's attention, Joey suddenly realizes that he is rcspon iblc 
for the creation of the c shadowy "excuses" in order to satisfy his selfish desires . In 
one swift gesture, Joey dispenses with all of them; biding them farewell forever. In 
the closing scene, Mother continues her talc, wondering if Joey has paid attention. 
"Joey, arc you awake and did you hear everything I've been telling you?" 
"Yes, mother , and I'm ready for bed. But first I want to pick up my toys and put 
them away. And then tomorrow, tomorrow I'll have lots to do, lot to catch up on. 
The lights fade out. When the stage lights return, all six (the four unmasked) 
stand together and sing a "c horale ", the moral of the story. 
Notes: 
Fortit ude is a one act chamber opera adapted from the play of the sa me name by 
Kurt Vonnegut, Jr. The libretto was written by Amelia Rogers and Nancy Lee Patton . 
Fortitude's duration is approximately thirty-five minutes. There arc ix vocal role 
and the orchestration is for nine instruments: flute (piccolo/ alto flute), oboe 
(English horn) , bass clarinet, French horn, piano, percussion, violin, viola, and 
'cello. Fortitude was commissioned by ALEA III, Theodore Antoniou, music director, 
and was composed from 1987 to 1989 . For their patience and support during the 
composing of this piece , the composer wishes to thak the following people: Horatio 
Rogers, Jr. , Sheila Lloyd, Dan Kastner, Nancy Lee Patton , Patrick Littlefield, Theodore 
Antoniou, Carlos Neu, Ruth DeVeau, and Kurt Vonnegut. 
The composer writes: "From the beginning Nancy Patton and I made an effort to u c 
Vonnegut's own words as much as possible. Vonnegut's humour and sense fo timing 
(rhythm, pacing) inspired be to use music to enhance the text both in terms of 
specific word setting and overall drive. The result is something that might more 
accurately be called a "pitched" play than a traditional opera . It is 
"through -composed" and although there is no break in the music from the beginning 
to the end, the sing le act is made up of num erous scenes which get progressively 
shorter and the pace of which accelerate the tempo ." 
-Amelia Rogers 
Orestes: I came to a deeper contac t with Euripides' "Orestes" when I was 
commissioned to write the music for its performance in I 971. I realized that various 
elements of the tragedy which particularly touched me, comprise - independently of 
the plot - a whole of questioning on the cause of human existence. Thi motivated me 
in 1972 to write a piece based exactly on these points, making a selection from 
Euripides' text (in A. Terzakis' translation) for this purpose. 
Orestes moved me for his collapse and for the universality of his ca se, so typical of 
our days . He is disappointed with his Gods - the powers which determine his fate 
ignoring him, filled with complexes and loaded with actions against any value, which 
his fate compels and not even himself can justify. "For good, what kind of good, to 
stab your mother in the bossom ... ?" Asking for courage, he looks up expectantly to 
his dead father and further to ancestor Tantalos, but in vain. Losing hope for himself 
and mankind, he is Jed to a comple te submission which result in his moral collap e 
and his indifference to anything but primary survival. 
This work is written for baritone-actor who also plays percussion; he talks to it, 
caresses it, hits it and in a way projects on it what he might communica te to someone 
he would trust. 
-Michael Adamis 
Unmasked: I wi h to thank the many people who made this production possi blc -
Barbara Kuehn Center, Theodore Antoniou, Deb Spiro, Will Graham, Li a Harer , all the 
si nger s, performers and production cast, and last but not least, the National 
Endowment for the Arts and the New England Foundation for the Arts. 
-Thomas Oboe Lee 

